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   Tardie	  	  	   1	  	   Landscape	   describes	   the	   natural	   world,	   but	   more	   importantly,	   it	   provides	   a	  sense	   of	   place	   and	   belonging	   when	   it	   is	   regarded	   as	   animate,	   and	   not	   simply	   dead	  matter	  that’s	  purpose	  is	  to	  get	  you	  from	  one	  geographical	  location	  to	  the	  next.	  	  	  One	  way	  to	  get	  to	  this	  place	  of	  relationship	  is	  to	  engage	  the	  body	  –	  to	  move	  beyond	  the	  seen	  to	  the	   felt	   and	   to	   listen	   closely	   to	   all	   that	   is	   shared	   in	   that	   silence.	   	   	  Nature	   summons	   a	  mindful	   mode	   of	   stillness	   and	   solitude	   where	   time	   can	   truly	   be	   received	   beyond	   its	  surface	   presence.	   	   It	   asks	   one	   to	   slow	   down,	   to	   notice	   subtleties	   that	   reveal	   animate	  qualities,	  and	  elicits	  a	  sense	  of	  empathy.	  	  	  My	  work	  is	  a	  means	  to	  evoke	  these	  qualities	  in	  different	   landscapes,	   especially	   in	   those	   that	   do	   not	   readily	   provide	   moments	   of	  stillness	   and	   silence.	   	   The	   work’s	   outer	   presence	   asks	   to	   be	   experienced	   through	  memory	   and	   imagination	   that	   can	   be	   brought	   inward	   as	   a	   sustaining	   thing.	   	   Author	  Shepherd	  Philip	  explains	  that	  all	  relationships	  have	  a	  foundation	  in	  how	  one	  relates	  to	  the	   body,	   and	   therefore,	   the	  world.	   	  We	   connect	   to	   place	   through	   our	   senses,	   which	  allows	   us	   the	   opportunity	   to	   have	   a	   deeper	   knowledge	   and	   understanding	   of	   both	   a	  personal	  and	  mutual	  awareness	  of	  being.	  To	  enter	  [mutual	  awareness]	  consciousness	   is	   to	  undertake	  a	   journey	  from	  the	  “known”	   to	   the	   felt;	   from	   separateness	   into	   unlimited	   relationship;	   from	   the	  constructed	  story	  to	  the	  living	  present;	  from	  showing	  to	  integrating.	  	  And	  when	  you	   are	   integrating,	   when	   you	   get	   right	   down	   to	   it,	   is	   your	   own	   sensitivity	   	   -­‐	  which	  is	  rooted	  in	  your	  body,	  in	  the	  present.1	  	  This	   sensitivity	   is	   also	   a	   place	   of	   vulnerability,	   the	   space	   where	   the	  interdependence	   of	   dualities	   can	   be	   acknowledged	   and	   paradox	   has	   a	   place	   to	   be	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  Shepherd,	  Philip.	  "A	  Perspective	  on	  Perspective."	  In	  New	  Self,	  New	  World:	  Recovering	  Our	  
	   	  	  Senses	  in	  the	  Twenty-­‐first	  Century,	  181.	  Berkeley,	  Calif.:	  North	  Atlantic	  Books,	  	  	  	  2010.	  	  
	   	   Tardie	  	  	   2	  reconciled.	   I	   regard	  the	  word	  “vulnerability”	  not	   in	   the	  common	  way	   it	   is	  pejoratively	  used,	   but	   instead,	   I	   consider	   it	   is	   the	   essential	   place	   where	   transformation	   and	  relationship	   take	  place.	   	   Through	  process,	   I	   seek	   to	  merge	   the	  prominent	  dualities	   of	  mind/body	  and	   the	   subjective/objective	   experience.	   	   I	   believe	   the	   imbalance	  of	   these	  binaries	   in	   the	   culture	   in	   which	   I	   am	   a	   part	   can	   cause	   unnecessary	   restrictions	   and	  isolation	  in	  the	  way	  we	  come	  to	  understand	  and	  relate	  to	  one	  another	  and	  our	  selves.	  	  My	  process	  and	  work	  become	  a	  time	  and	  place	  where	  I	  can	  articulate	  how	  the	  two	  are	  simultaneously	   interdependent	  and	  dependent	  with	  enough	  space	  for	  both	  of	   them	  to	  thrive	  without	  dominance	  and	  with	  balance.	  	  	  A	   large	  part	  of	  my	  practice	   in	   addressing	   these	   topics	   is	   to	  question	   the	  way	   I	  have	   been	   influenced	   by	   culture	   to	   make	   meaning	   in	   relation	   to	   the	   different	  relationships	  and	  meanings	  that	  are	  formed	  as	  I	  investigate	  them	  through	  material	  and	  process.	   	   I	  explore	  these	   ideas	   in	  a	  place	  of	  vulnerability	   to	   take	  them	  from	  a	  place	  of	  permanence	   to	   impermanence.	   	   Judith	   Butler	   speaks	   to	   this	   idea	   in	   terms	   of	   sexual	  difference,	  but	  I	  believe	  it	  can	  be	  applied	  to	  any	  duality	  that	  presents	  itself	  in	  order	  to	  achieve	  a	  broader	  understanding	  of	  the	  subject	  at	  hand.	  	  Butler	  explains:	  “These	  terms	  are	  never	   finally	  and	   fully	   tethered	   to	  a	  single	  use.	   	  The	   task	  of	   re-­‐appropriation	   is	   to	  illustrate	   the	   vulnerability	   of	   these	   often	   compromised	   terms	   to	   an	   unexpected	  progressive	  possibility;	   such	   terms	  belong	   to	   no	   one	   in	   particular;	   they	   assume	   a	   life	  and	  a	  purpose	  that	  exceed	  the	  uses	  to	  which	  they	  have	  been	  consciously	  put.”2	  	  If	  one’s	  body,	  life,	  and	  relationships	  are	  all	  impermanent	  aspects	  of	  being,	  then	  why	  would	  one	  try	  to	  understand	  their	  attributes	  with	  fixed	  conditions?	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  Butler,	  Judith.	  "The	  End	  of	  Sexual	  Difference?"	  In	  Undoing	  Gender,	  179.	  New	  York:	  	  	  	  	   Routledge,	  2004.	  
	   	   Tardie	  	  	   3	  I	  do	  not	  seek	  to	  explicitly	  address	  these	  topics	  through	  a	  literal	  representation.	  	  Instead,	  I	  hope	  to	  address	  them	  by	  generating	  experiences	  for	  my	  viewer;	  the	  felt	  and	  the	  seen;	  and	  to	  let	  the	  wisdom	  of	  the	  body	  lead	  the	  wisdom	  of	  the	  mind	  and	  vice	  versa.	  	  	  The	  exploration	   involves	   the	  physical	  and	  psychological;	   the	  objective	  and	  subjective;	  and	   the	   conscious	   and	   subconscious.	   	   One	   characteristic	   of	   our	   consciousness	   is	   the	  ability	  to	  stand	  apart	  from	  something	  in	  order	  to	  gain	  perspective	  on	  it.	   	  When	  pulling	  away	   from	   the	   other,	   we	   are	   looking	   at	   it,	   which	   gives	   empowerment	   to	   the	   subject	  viewing	  the	  object.	   	  That	  view	  can	  reveal	  different	  aspects	  of	  the	  object,	  but	  never	  full	  yield	  the	  wholeness	  of	  it.	  	  The	  aspects	  that	  are	  revealed	  through	  the	  act	  of	  viewing	  aid	  in	  formulating	  an	  idea	  of	  that	  thing,	  but	  an	  idea	  is	  “the	  look	  of	  something.”	  	  	  Another	  role	  of	  our	  consciousness	  is	  to	  connect	  and	  communicate	  with	  great	  malleability	  allowing	  one	  to	  dwell	  within	  phenomena	  and	  integrate	  them.	  	  When	  these	  two	  merge,	  the	  mind	  and	  body,	  the	  internal	  and	  external,	  are	  no	  longer	  separate	  and	  a	  deeper	  understanding	  and	  relationship	  forms	  between	  self	  and	  other.	  	  	  The	   acts	   of	   sewing,	   embroidery,	   and	   weaving	   literally	   and	   figuratively	   bring	  everything	  together	  and	  accentuate	  the	  previously	  mentioned	  concepts.	   	  Repetition	  of	  movement	   and	   pattern	   reflect	   a	   cyclical	   passage	   of	   time	   that	   is	   experienced	   in	   each	  individual	  expression	  of	  the	  thread,	  which	  also	  becomes	  a	  comprised	  macrocosm	  of	  the	  particulars	   within	   an	   entire	   landscape.	   	   Embroidery	   and	   weaving	   are	   forms	   of	  storytelling	   that	   articulate	   both	   individual	   and	   collective	   experiences.	   	   Throughout	  history,	  they	  have	  been	  important	  forms	  of	  communication	  that	  conceal	  wisdom	  in	  their	  patterns,	   symbols,	   and	   colors.	   	   Before	   written	   text,	   weaving	   was	   used	   to	   preserve	  stories	   of	   culture	   and	   social	   beliefs	   relying	   on	  memory	   and	   the	   relationship	   between	  
	   	   Tardie	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  generations	   to	   pass	   along	   both	   shared	   and	   interpreted	   experiences.	   	   Weaving	   and	  storytelling	   are	   two	   forms	   of	   communication	   that	   are	   universal,	   therefore	   having	   the	  ability	   to	   connect	   cultural,	   linguistic,	   and	   other	   divides.3	  	   They	   speak	   to	   more	   of	   the	  experience	   and	   inquiry	   of	   what	   it	   is	   to	   be	   human	   and	   how	   that	   is	   always	   in	   flux	   -­‐	  adapting,	  reflecting,	  and	  responding	  to	  the	  present.	  	  They	  are	  not	  fixed	  in	  place	  or	  time	  to	  give	  definitive	  measure	  of	  reason,	  but	  rather	  to	  find	  expression	  and	  meaning	  in	  the	  fluidity	  of	   the	  current	  dialect.	   	  Within	   that	   fluidity,	   the	  points	   in	  between	  moments	  of	  materialization	   also	   become	   vital	   for	   an	   integrated	   understanding	   of	   making	   of	  meaning.	   	   The	   breaks	   in	   the	   pattern	   and	   the	   piecing	   together	   of	   textiles	   become	   the	  places	  where	  the	  human	  hand,	  human	  experience	  can	  be	  seen	  and	  felt.	  I	   find	   myself	   more	   drawn	   to	   reading	   the	   negative	   space	   that	   exists	   between	  forms	  because	  it	  has	  the	  ability	  to	  both	  distinguish	  and	  connect.	  I	  would	  rather	  refer	  to	  this	  space	  as	  “interspace”	  than	  “negative”	  space	  because	  the	  word	  negative	  connotes	  a	  void	  or	  absence	  of	  when	  it	  is	  quite	  the	  opposite.	  	  I’m	  interested	  in	  what	  lies	  between	  in	  that	  space	  and	  what	  exists	  within	  it.	  	  Michel	  Foucault	  describes	  this	  space	  in	  an	  accurate	  manner	   when	   speaking	   of	   René	  Magritte’s	   Ceci	   n'est	   pas	   une	   pipe.	   	  He	   suggests	   that,	  “[this	  space]	   just	  be	  seen	  as	  a	  crevasse	   	   -­‐	  an	  uncertain,	   foggy	  region	  now	  dividing	   the	  pipe	   floating	   in	   its	   imagistic	   heaven	   from	   the	  mundane	   tramp	   of	   words	  marching	   in	  their	  successive	  line.”	   	   It	   is	  the	  place	  where	  the	  objective	  and	  the	  subjective	  shift	  back	  and	   forth	   from	  being	   independent	   and	  merged.	   	   It	   is	   an	  absence	  of	   space	   that	   can	  be	  stronger	  than,	  or	  equally	  important	  to,	  that	  which	  surrounds	  and	  fills	  it.	  	  This	  space	  can	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  Kruger,	  Kathryn	  Sullivan.	  Weaving	  the	  Word:	  The	  Metaphorics	  of	  Weaving	  and	  Female	  
Textual	  Production.	  Selinsgrove,	  P.A.:	  Susquehanna	  University	  Press,	  2001.	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  be	   terrifying	   because	   it	   is	   not	   clearly	   one	   thing	   or	   another.	   	   Postminimalist	   artist,	  Richard	  Tuttle	  also	  draws	  attention	  to	  this	  aspect	  of	  his	  work,	  “look	  in	  between…	  that	  is	  the	  rich,	  rich	  being	  that	  we	  don’t	  really	  know	  that	  much	  about.”4	  	  The	  absence	  of	  space	  puts	  faith	  in	  the	  participant’s	  mind	  to	  independently	  explore	  the	  many	  interpretations,	  possibilities,	  and	  layers	  of	  communication	  taking	  place.	  	  Landscape	   is	   a	   feature	   of	   my	   work	   that	   blends	   both	   eastern	   and	   western	  traditions.	   	   Traditionally,	   eastern	   landscape	   paintings	   and	   western	   landscape	   works	  connected	  with	  Romanticism	  focus	  on	  the	  feeling	  or	  spiritual	  nature	  of	  place	  and	  step	  outside	  of	  the	  scientific	  rationalism	  of	  nature.5	  	  Both	  traditions	  focus	  on	  the	  sublime	  –	  how	  place,	   time,	  and	  experience	  translate	   to	  spiritual	  and	  metaphysical	   investigations	  and	  discoveries.	  	  Approaching	  subjects	  through	  spiritual	  and	  metaphysical	  forms	  create	  a	  fluid	  way	  of	  relating	  to	  the	  place	  itself	  and	  the	  experience	  of	  that	  place	  as	  animate.	  	  My	  use	  of	  more	  abstract	  depictions	   is	  a	  means	  to	  not	  bring	  attention	  to	  a	  specific	   time	  or	  place	  in	  a	  fixed	  moment,	  but	  rather	  represent	  an	  experience	  or	  memory	  that	  shifts	  and	  recurs	  time	  and	  time	  again.	  The	  intimate	  and	  quiet	  dialogues	  in	  nature	  inspire	  my	  work.	  	  Most	  pieces	  refer	  to	  the	  desert	  because	   this	   is	  a	  place	   I	   find	  myself	  most	  connected	   to;	   it	   is	  a	  place	  where	  experience	   is	   at	   its	  purest.	   	   The	  desert	   is	   a	  bare,	   quiet	   landscape	  with	   forms	   that	   are	  abstract	   and	   surreal	   in	   ways	   that	   extend	   one’s	   imagination	   when	   immersed	   in	   its	  silence	  and	  stillness.	  	  I	  perceive	  the	  desert	  as	  a	  quiet	  sage	  that	  offers	  an	  opportunity	  for	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  4	  Tuttle,	  Richard,	  “Structures,”	  Art	  in	  the	  Twenty-­‐First	  Century,	  Art	  21,	  Season	  3	  (PBS,	  2005),	  	  DVD.	  5	  Rowley,	  George.	  Principles	  of	  Chinese	  Painting.	  [2d	  ed.	  Princeton,	  N.J.:	  Princeton	  University	  Press,	  1959. 	  
	   	   Tardie	  	  	   6	  a	   deeper	   understanding	   of	   self	   and	   other	   -­‐	   if	   one	   is	  willing	   to	   rest	   in	   the	   silence	   and	  subtle	  ways	  it	  offers	  its	  wisdom.	  	  In	  a	  culture	  and	  environment	  of	  “sensory	  overload,”	  I	  believe	  it	  is	  important	  to	  provide	  an	  opportunity	  for	  others	  to	  rest	  in	  a	  place	  of	  silence	  and	  stillness.	  	  In	  that	  silence,	  this	  is	  where	  the	  somatic	  experience	  I	  wish	  to	  emphasize	  comes	  into	  play.	  	  Being	  in	  the	  desert	  creates	  a	  frame	  of	  mind	  that	  allows	  understanding	  to	  be	  more	  intuitive,	  unpredictable,	  and	  therefore	  encourages	  a	  heightened	  awareness	  of	   one’s	   visceral	   responses.	   	   It	   is	   a	   place	   where	   there	   is	   more	   freedom	   to	   suspend	  judgment,	  let	  go	  of	  what	  I	  think	  I	  know,	  and	  let	  the	  environment	  tell	  me	  what	  it	  knows.	  	  The	  desert	  is	  a	  place	  I	  consider	  to	  be	  home	  and	  a	  place	  that	  instinct	  always	  brings	  me	  back	   to.	   	   It	   is	   not	   one	   particular	   desert	   -­‐	   it	   is	   any	   desert	   that	   gives	  me	   that	   sense	   of	  belonging	  and	  place.	  	  While	  reflecting	  on	  memories	  I	  hold	  of	  the	  desert,	  I	  often	  imagine	  that	  I	  was	  a	  feral	  child	  left	  to	  be	  raised	  by	  it…	  I	  laugh	  at	  myself	  when	  I	  think	  of	  this	  -­‐	  it	  is	  absurd	   but	   also	   true	   in	   the	   sense	   of	   how	   this	   place	   nurtured	   my	   growth	   and	  development	  as	  an	  individual.	  	  It	  taught	  me	  how	  to	  be	  resourceful;	  how	  to	  listen;	  how	  to	  be	  patient;	  how	  to	  feel	  alone;	  how	  to	  be	  a	  part	  of	  something	  greater	  than	  myself;	  and	  it	  taught	  me	  how	  to	  analyze	  and	  appreciate	  the	  particulars	   in	  something	  seemingly	  vast	  and	  barren.	   	  The	  desert	  has	  given	  me,	  and	  continues	   to	  provide,	  a	   sense	  of	  belonging	  and	  home.	  	  Having	  lived	  in	  many	  places	  throughout	  my	  life,	  the	  idea	  of	  home	  has	  always	  been	   confusing	   to	   me.	   	   The	   question,	   ‘where	   are	   you	   from?’	   never	   seems	   to	   have	   a	  simple	  answer.	   	   I	  have	  come	   to	  understand	   the	  word	   “home”	  more	  clearly	   in	   its	  verb	  form	  –	  a	  sense	  of	  instinct	  that	  always	  brings	  you	  back	  to	  the	  place	  after	  leaving	  it.	  	  The	  intransitive	   verb	   form,	   homing,	   also	   allows	   it	   to	   function	   in	   past,	   present,	   and	   future	  tense	  and	  without	  having	  a	  direct	  object.	   	  It	  is	  a	  way	  of	  navigating	  where	  home	  is	  that	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  an	  exploratory	  process	  of	  present	  and	  future;	  an	  innate	  sense	  that	  occupies	  both	  past	  and	  present;	  and	  for	  home	  to	  occupy	  various	  points	  simultaneously.	  The	  use	  of	  horizon	  line	  is	  essential	  in	  my	  work	  and	  carries	  the	  representation	  of	  both	   connection	   and	   separation.	   The	   horizon	   line	   allows	   for	   a	   person	   to	   correctly	  determine	  their	  body’s	  position	  in	  space	  –	  a	  sense	  of	  belonging,	  a	  sense	  of	  place.	   	  It	  acts	  as	  a	  seemingly	  definitive	  boundary	  between	  earth	  and	  sky,	  which	  can	  also	  be	  read	  as	  body	   and	   mind.	   Horizon	   line	   can	   connote	   limitation	   to	   one’s	   mental	   perception	   or	  experience,	   and	   also	   limit	   the	   possibility	   in	   a	   particular	   field	   or	   activity.	   Edmund	  Husserl	  spoke	  of	  the	  horizon	  as	  both	  the	  internal	  and	  the	  external.	  	  The	  external	  horizon	  represents	  the	  objective	  experience	  and	  the	  internal	  horizon	  represents	  the	  subjective	  experience.	  	  “No	  more	  than	  are	  the	  sky	  or	  the	  earth	  is	  the	  horizon	  a	  collection	  of	  things	  held	   together,	   or	   a	   class	   name,	   or	   a	   logical	   possibility	   of	   conception,	   or	   a	   system	   of	  “potentiality	  of	  consciousness”;	  it	  is	  a	  new	  type	  of	  being,	  a	  being	  by	  porosity,	  pregnancy,	  or	  generality,	  and	  he	  before	  whom	  the	  horizon	  opens	  is	  caught	  up,	  included	  within	  it.”6	  	  The	   horizon	   reflects	   the	   dual	   nature	   of	   human	   existence	   on	   earth	   in	   the	   process	   of	  linear	  time	  and	  sense	  of	  certainty	  -­‐	  beginning	  to	  end,	  life	  and	  death	  while	  holding	  all	  the	  variables	  that	  lie	  between	  two	  points.	  	  	  While	  the	  horizon	  line	  gives	  a	  visual	  sense	  of	  stability,	  it	  also	  gives	  you	  mirage	  –	  a	   displaced	   image,	   or	   images,	   that	   are	   real	   optical	   phenomena	   forming	   a	   false	   image	  through	  refraction	  of	   light.	   	  The	  horizon	   line	  can	  be	  a	  reference	  that	  creates	  complete	  disorientation.	  The	  mirage	  serves	  as	  literal	  mirror	  to	  its	  environment	  and	  as	  a	  mirror	  to	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  6	  Ponty,	  Maurice,	  and	  Claude	  Lefort.	  "The	  Intertwining	  -­‐	  The	  Chiasm."	  In	  The	  Visible	  and	  the	  	  
	  	   Invisible;	  Followed	  by	  Working	  Notes.,	  148,	  149.	  Evanston	  [Ill.:	  Northwestern	  	  	  	   University	  Press,	  1968.	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  one’s	  perceptions	  that	  engage	  the	  full	  body.	   	  There	  becomes	  a	  complete	  recognition	  of	  the	  interdependence	  of	  the	  senses	  that	  informs	  experience	  beyond	  the	  visual	   line	  that	  seemingly	  separates	  the	  circle.	   	  The	  use	  of	  circles	   is	   important	   in	  my	  work	  because	  of	  their	   universality	   and	   ability	   to	   hold	   space	   for	   dualities	   and	   timelessness.	   	   The	  most	  important	  meaning	  it	  holds	  for	  me	  is	  its	  capacity	  for	  something	  to	  constantly	  re-­‐create	  itself.	   	   	  The	  circle	   is	  a	   form	  that	  everyone	  can	  connect	  to	   in	  a	  myriad	  of	  ways,	  which	  I	  hope	  to	  invite	  as	  the	  work	  itself	  is	  meant	  to	  evoke	  different	  experiences	  and	  perceptions	  depending	  on	  how	  light	  and	  space	  interact	  with	  it	  at	  a	  particular	  time	  of	  day.	  	  The	  use	  of	  light	  transforms	  the	  work	  and	  allows	  it	  to	  take	  on	  many	  forms	  –	  giving	  it	  life	  and	  regard	  as	   an	   animate	   form.	   	   Light	   is	   essential	   in	   our	   own	  understanding	  of	  where	  we	   are	   in	  time	  and	  space	  and	  allows	  one	  to	  engage	  in	  the	  process	  and	  formulation	  of	  perception.	  	  	  The	  temporal	  nature	  of	  the	  work	  reflects	  the	  relationship	  to	  the	  object	  and	  the	  space	  it	  occupies	  -­‐	  they	  are	  not	  meant	  to	  be	  fixed	  in	  time	  and	  place,	  but	  to	  reiterate	  the	  notions	   of	   impermanence	   and	   transformation.	   	   While	   the	   form	   itself	   is	   created	   in	  response	  to	  the	  environment	  it	  will	  occupy,	  it	  transforms	  into	  something	  else	  when	  the	  materials	  or	   form	  from	  one	  piece	  become	  re-­‐purposed	  for	  another	  at	  a	   later	  time	  and	  different	  place.	   	  The	  materials	  hold	  and	  reveal	   the	  memory	  of	  what	   they	  were	  before	  and	   what	   they	   have	   then	   become.	   	   When	   I	   first	   gather	   the	   materials,	   I	   spend	   time	  contemplating	  and	  imagining	  the	  life	  they	  had	  before	  –	  what	  hands	  have	  touched	  them,	  what	  places	  they	  have	  been,	  and	  the	  history	  and	  experience	  they	  silently	  hold.	  	  I	  enter	  into	   the	   practice	   of	   art	   making	   with	   many	   questions	   with	   the	   hope	   to	   discover	  something	  new	  and	  unexpected	  each	  time.	   	   It	   is	  a	  surrendering	  that	  allows	  something	  else	  to	  tell	  me	  what	  it	   is	  and	  not	  me	  telling	  it	  what	  it	   is.	   	  It	   is	  a	  respect	  for	  other	  –	  the	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  space	  of	  respect	  that	  allows	  it	  to	  be	  separate	  from	  me	  but	  also	  a	  part	  of	  me.	  	  I	  choose	  not	  to	  explain,	  but	  to	  pay	  close	  attention	  to	  what	  the	  animate	  rhythms	  and	  textures	  of	  the	  world	   around	   me	   wish	   to	   communicate.	   	   It	   is	   to	   bring	   attention	   to	   the	   felt,	   lived,	  subjective	   experience	   and	   let	   it	   hold	   equal	   value	   and	   merit	   to	   that	   of	   the	   objective	  experience.	   	   Intersubjectivity	   does	   not	   form	   an	   egocentric	   mind	   frame	   that	   believes	  everyone	  thinks	  the	  same	  as	  you	  do	  and	  share	  the	  same	  feelings	  and	  desires.	  	  Instead,	  it	  creates	  an	  empathy	   that	  does	  not	  have	   to	   result	   in	  putting	  yourself	   at	   the	  center,	  but	  realizing	   that	   the	  animism	   in	  all	   things	   leads	   to	  a	   symbiotic	   relationship	  between	  self	  and	  other,	  therefore,	  regarding	  one’s	  actions	  with	  more	  care	  and	  intention.	  The	   space	   in	   which	   my	   artwork	   is	   displayed	   plays	   a	   key	   part	   in	   how	   these	  interactions	   are	   subtly	   invited	   and	   encouraged.	   	  When	   one	   enters	   into	   an	   institution	  clearly	  marked	  as	  a	  “gallery”	  or	  “museum”	  space,	  there	  are	  sets	  of	  conditioned,	  implied	  rules	   of	   how	   to	   interact	   with	   the	   work.	   	   Breaking	   away	   from	   the	   rule	   of	   becoming	  physically	  engaged	  with	  art	  is	  a	  difficult	  one	  to	  overcome.	  	  	  How	  we	  behave	  in	  a	  space	  in	  relation	   to	   conditioning	   is	   another	   question	   I	   wish	   to	   provoke	   with	   my	   art	   by	  challenging	  traditional	  modes	  of	  interaction	  with,	  and	  relationship	  to,	  artwork.	  	  “Place”	  is	   a	   subject	   of	   the	  work	   and	   equally	   important	   to	  where	   the	  work	   itself	   is	   –	   a	   place	  within	   a	   place	   that	   can	   achieve	   expansiveness	   beyond	   the	   confines	   of	   its	   physical	  boundaries.	  	  	  Throughout	  the	  past	  year,	  I	  have	  utilized	  a	  hallway	  in	  an	  industrial	  building	  that	  has	   exposed	   structural	   components,	   high	   ceilings,	   and	   abundant	   natural	   light	   that	  interact	  with	   and	  enhance	  elements	  of	  my	  work.	  This	   is	   an	   ideal	  place	   for	  my	  art	   for	  several	   reasons.	   	   One,	   the	   hallway	   serves	   as	   a	   transitional	   point	   for	   people	   to	  move	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  through	   to	  get	   from	  one	  point	   to	   the	  next.	   	  One’s	  body	   is	  moving	  and	   that	  movement	  plays	  a	  role	  in	  how	  the	  pieces	  are	  perceived	  depending	  on	  the	  speed	  in	  which	  they	  are	  walking,	   and	   their	   attention	   to	   their	   surroundings	   as	   they	   are	   moving	   through	   the	  space.	  	  	  Secondly,	  the	  light	  and	  shadows	  that	  are	  cast	  through	  the	  high-­‐set	  windows	  and	  beams	  play	  a	  part	  in	  how	  the	  work	  is	  perceived	  depending	  on	  the	  time	  of	  day.	  	  	  The	  light	  and	   shadow	  moves	   down	   the	   wall	   slowly	   and	   interacts	   directly	   with	   the	   work	   for	   a	  given	  part	  of	  that	  day’s	  light	  cycle	  depending	  on	  the	  time	  of	  year.	  	  	  The	  shorter	  span	  of	  a	  24-­‐hour	  light	  cycle	  and	  longer	  cycle	  of	  the	  shifting	  of	  the	  earth’s	  tilt	  throughout	  a	  year	  both	  play	  a	  part	  in	  the	  time	  and	  place	  of	  the	  work	  itself.	  	  The	  light	  moves	  from	  direct	  to	  indirect	  slowly,	  but	  constantly	  shifts	  the	  dynamics	  of	  the	  work.	  	  It	  will	  highlight	  certain	  aspects	  of	  a	  piece	  and	  at	  one	  point	  and	  at	  another	   illuminate	   the	  piece	   in	   its	  entirety.	  	  The	   application	   of	   reflective	  materials	   such	   as	   pearlescent	   powders,	   polished	  metals,	  braided	  wire,	  and	  metallic	  thread	  are	  all	  a	  means	  to	  emphasize	  its	  relationship	  to	  light	  and	  cycles.	   	  Even	  when	  the	  light	  is	  still	  on	  the	  objects,	  the	  reflective	  materials	  become	  dynamic	  when	   the	   body	   is	   in	  motion	   creating	  movement	  within	   the	   piece.	   	   As	   noted	  before,	   this	   touches	   on	   the	   intent	   of	   asking	   one	   to	   regard	   place	   and	   environment	   as	  animate,	  not	  a	  dead	  geographical	   location	  that’s	  purpose	  is	  to	  move	  from	  one	  point	  to	  the	  next.	   	   It	  calls	   for	  time	  to	  be	  considered	  and	  how	  that	  affects	  what	   is	  noticed	  when	  you	  occupy	  a	  space	  rather	  than	  simply	  move	  through	  it.	  My	  focus	  on	  light	  and	  space	  draws	  in	  part	  on	  the	  work	  of	  James	  Turrell.	  	  His	  work	  focuses	   on	   these	   elements	   with	   a	   minimalist	   aesthetic.	   	   Several	   of	   his	   installations	  merge	  earth	  and	  sky	  in	  a	  specific	  place,	  but	  the	  specificity	  of	  that	  location	  is	  not	  at	  the	  forefront	  of	  what	  the	  work	  communicates.	  	  Another	  significant	  aspect	  of	  Turrell’s	  work	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  is	   that	   some	   installations	   can	  be	  experienced	   in	  entirely	  different	  ways	  depending	  on	  how	   one	   engages	   with	   them.	   	   Ultimately,	   all	   of	   his	   work	   focuses	   on	   the	   merging	   of	  binaries	  whether	  that	  is	  in	  a	  physical	  or	  psychological	  space	  blurring	  the	  experience	  of	  self	   and	   other	   as	   separate	   or	   dedifferentiated.	   	   The	   work	  meets	   you	   in	   the	   moment	  when	  unconscious	  thought	  and	  action	  becomes	  simultaneously	  conscious	  and	  uncanny.	  	  This	  becomes	  articulated	  in	  the	  ways	  he	  merges	  earth	  and	  sky	  or	  “viewing”	  space	  and	  “sensing”	  space	  -­‐	  Turrell	  brings	  attention	  to	  one’s	  shift	  in	  perception	  and	  relationship.	  	  One	  is	  more	  aware	  than	  before	  that	  he	  himself	  is	  establishing	  relationships	  as	  he	  apprehends	   the	   object	   from	   various	   positions	   and	   under	   varying	   conditions	   of	  light	  and	  spatial	   context.	   	  Every	   internal	   relationship,	  whether	   it	  be	  set	  up	  by	  a	  structural	  division,	  a	  rich	  surface,	  or	  what	  have	  you,	  reduces	  the	  public,	  external	  quality	  of	   the	  object	  and	   tends	   to	  eliminate	   the	  viewer	   to	   the	  degree	   that	   these	  details	  pull	  him	   into	  an	   intimate	  relation	  with	   the	  work	  and	  out	  of	   the	  space	   in	  which	  the	  object	  exists.7	  	   While	   referring	   to	   “other”	   regarding	  my	   art	   practice,	   it	   is	   important	   to	   use	   the	  word	  participant	   or	   contributor	  because	   it	   states	   a	  more	   active	   role	   than	   the	  passive	  implication	  of	  viewer	  or	  audience.	  	  While	  viewer	  or	  audience	  does	  not	  imply	  complete	  passivity,	   it	  does	  create	  boundaries	  on	  the	  engagement	  of	   the	  senses,	  and	  often,	   if	  not	  always,	   excluding	   touch.	   	   This	   distinction	   is	   vital	   to	   the	  work’s	   efforts	   to	   engage	   the	  somatic,	   bodily	   responses	   when	   interaction	   takes	   place.	   	   Both	   body	   and	   mind	   play	  equally	   important	   roles	   in	  how	  one	   receives	   and	   shapes	   the	  world	  around	   them.	   	  My	  process	  and	  work	  become	  a	  time	  and	  place	  where	  I	  can	  articulate	  the	  interdependence	  between	   the	   two	   and	   demonstrate	   there	   is	   enough	   space	   for	   both	   of	   them	   to	   inform	  experience	  equally.	  	  Engagement	  of	  the	  body	  becomes	  essential	  when	  reaching	  a	  place	  of	  felt	  immediacy.	  	  The	  body	  does	  not	  function	  in	  fixed,	  determinate	  ways;	  instead,	  it	  is	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  7	  Morris,	  Robert.	  "Notes	  on	  Sculpture."	  Art	  Forum,	  February	  1,	  1966,	  222-­‐35. 	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  constantly	   shifting	   and	   adjusting	   itself	   to	   the	   way	   it	   relates	   to	   and	   perceives	   its	  environment.	  	  	  While	  my	  artwork	  is	   intended	  to	  be	  touched,	  a	  somatic	  experience	  can	  still	  be	  provoked	   without	   physical	   contact.	   	   	   This	   means	   is	   achieved	   through	   use	   of	   optical	  illusion	   with	   materials	   that	   translate	   to	   a	   visceral,	   or	   disoriented	   feeling	   and	   also	  through	   the	   use	   of	  more	   tactile	  materials	   that	  may	   elicit	   a	  memory	   of	   how	   they	   feel	  through	  past	  experience.	  	  	  The	  invitation	  for	  touch	  is	  implied	  through	  materials	  and	  the	  space	  in	  which	  the	  artwork	  is	  displayed	  instead	  of	  signage	  that	  tells	  the	  person	  to	  do	  so.	  	  By	  employing	  the	  terms	  participant	  or	  contributor	  it	  also	  recognizes	  the	  symbiosis	  that	  takes	  place	  between	   the	   artwork	  and	  other	   -­‐	   there	   is	   an	   exchange	  happening.	   I	   place	  considerable	  attention	  to	  the	  value	  and	  importance	  of	  relationship	  between	  others,	  or	  even	   inanimate	  objects	  and	  myself	  because	  of	   the	  nourishment	   it	  provides.	   	   	  Not	  only	  does	   it	   allow	  me	   to	   have	   a	   deeper	   understanding	   and	   appreciation	   for	   an	   individual	  person	  or	  thing,	  it	  also	  builds	  a	  stronger	  awareness	  of	  self	  and	  how	  I	  wish	  to	  be	  in	  this	  world.	  	  It	  connects	  me	  to	  a	  greater	  community	  of	  both	  past	  and	  present.	  	  DESCRIPTION	  OF	  WORKS	  My	   process	   utilizes	   both	   structured	   and	   intuitive	   mark	   making	   that	   reveal	  themselves	   through	   both	   process	   and	  materials.	   	   They	   do	   not	   follow	   a	   sequence,	   but	  begin	   to	   blend	   together	   as	   the	   work	   progresses.	   	   For	   example,	   the	   seven-­‐foot	   circle	  (Image	  I)	  began	  with	  the	  structured	  circle	  nails	  forming	  the	  framework	  for	  the	  thread	  to	  be	  woven.	   	  There	  were	  moments	   in	  constructing	  the	  circular	   form	  with	  nails	  where	   it	  became	   less	   structured	  –	  places	  where	   the	   circle	   is	   not	  perfectly	   round	  or	  where	   the	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   were	   not	   driven	   in	   straight.	   	   Unexpectedly,	   I	   was	   able	   to	   drive	   the	   nails	   in	  straighter	  the	  less	  I	  focused	  on	  driving	  the	  nails	  in	  straight	  and	  didn’t	  try	  to	  correct	  the	  small	   “imperfections.”	   	  Once	  the	  perimeter	  of	   the	  circle	  was	   in	  place,	   I	  began	  weaving	  different	   threads	   throughout	   the	  nails.	   	  This	   is	  where	   the	   intuitive	  process	   took	  place	  without	  a	  pre-­‐determined	  pattern	  or	  formula.	  	  Once	  the	  materials	  blended,	  they	  began	  to	   have	   a	   conversation	  with	   one	   another.	   	   The	   nails	   began	   to	   alter	   the	   action	   of	   the	  string	  and	  the	  string	  began	  to	  alter	  the	  function	  of	  the	  nails	  –	  together	  they	  formed	  the	  interior	   composition	   of	   layered	   yarn	   and	   thread	   comprised	   of	   both	   organic,	   negative	  space	  and	  geometric	  positive	  space.	  	  The	  components	  of	  the	  materials	  and	  composition	  as	  a	  whole	  are	  independent	  while	  also	  coming	  together	  in	  moments	  of	  dedifferentiation.	  	  	  The	  gold	  thread	  creating	  the	  low-­‐lying	  horizon	  line	  serves	  as	  the	  ground	  –	  the	  place	  that	  seemingly	   divides	   the	   two	   in	   the	   circle,	   but	   through	   its	   transparency,	   shows	   that	   the	  separation	  is	  an	  illusion;	  it	  serves	  more	  as	  the	  sensation	  or	  experience	  of	  mirage	  than	  a	  horizon	  that	  seamlessly	  separates	  earth	  from	  sky.	   	  The	  intention	  with	  the	  mirage	  is	  to	  open	   up	   the	   place	   of	   vulnerability	   that	   allows	   the	   two	   to	  merge	   from	   one	   angle	   and	  become	  separate	  at	  another.	  	  The	  gold	  thread	  reflects	  light	  in	  a	  way	  that	  does	  not	  allow	  it	   to	   be	   viewed	   the	   same	   when	   the	   position	   of	   the	   body	   changes	   allowing	   it	   to	   be	  perceived	  and	  experienced	  differently	  from	  various	  angles.	  	  	  Phenomenological	  studies	  stress	  the	  importance	  of	  the	  body’s	  role	  in	  understanding	  one’s	  subjectivity	  as	  opposed	  to	   being	   a	   distraction	   from	   it.	   	   Maurice	   Merleau-­‐Ponty	   describes	   this	   experience	   as	  transposition,	  which	  is,	  “a	  sense	  of	  self	  that	  is	  not	  additive	  or	  cumulative,	  but	  a	  function	  that	   emphasizes	   a	   shifting	   from	  one	  mode	  of	  being	  or	  bodily	   inhabitation	   to	   another,	  involving	   something	   like	   a	   substitution…	   transposition	   is	   not	   held	   proximately	   by	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  The	  installation,	  Fata	  Morgana	  (Image	  II)	  speaks	  to	  mirage,	  but	  a	  very	  specific	  mirage	  known	  as	  Fata	  Morgana.	  	  This	  type	  of	  mirage	  is	  different	  from	  most	  because	  it	  is	  often	  rapidly	  changing	  and	  can	  reflect	  images	  upside	  down,	  right	  side	  up,	  or	  stacked	  in	  a	  way	  that	  makes	  multiple	  horizon	  lines	  appear.	  	  The	  optical	  phenomenon	  occurs	  when	  light	  hits	  a	  boundary	  between	  different	  layers	  of	  temperature	  causing	  it	  to	  bend	  and	  reflect	  at	  a	  different	  angle.	  	  In	  some	  instances,	  the	  bending	  effect	  of	  the	  light	  responds	  to	  the	  curvature	  of	  the	  Earth	  causing	  images	  beyond	  the	  visible	  horizon	  to	  be	  seen.	  	  During	  the	  process	  of	  the	  installation,	  each	  freehanded	  line	  creates	  natural	  bends	  between	  the	  boundaries	  referencing	  the	  bend	  in	  the	  light	  rays.	  	  While	  walking	  alongside	  this	  piece,	  the	  pearlescent	  pigments	  that	  perforate	  the	  wall	  and	  the	  reflection	  of	  the	  copper	  wire	  rapidly	  change	  the	  “images”	  of	  the	  piece.	  	  The	  perforated	  lines	  are	  made	  by	  using	  a	  tracing	  wheel	  dipped	  in	  pigment	  for	  the	  image	  to	  be	  “behind”	  or	  not	  on	  the	  surface	  of	  the	  wall	  –	  they	  exist	  subtly	  on	  another	  plane	  yet	  are	  a	  part	  of	  the	  line	  created	  by	  the	  wire	  and	  eye	  pins.	  	  The	  repetition	  of	  the	  patterned	  dots	  in	  the	  line	  can	  reference	  communication	  through	  touch	  or	  sound	  by	  mimicking	  the	  structure	  of	  Morse	  code	  or	  braille.	  	  It	  engages	  the	  visual,	  but	  can	  also	  be	  experienced	  through	  the	  imagination	  of	  sound	  or	  touch	  when	  relating	  to	  the	  mark	  making	  to	  these	  two	  forms	  of	  communication.	  The	  piece,	  Porosity	  (Image	  III)	  focuses	  on	  the	  relationship	  between	  weaving	  and	  language.	  	  Storytelling,	  and	  therefore	  weaving,	  analyzes	  linguistics	  -­‐	  how	  we	  produce	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  8	  Salamon,	  Gayle.	  "The	  Sexual	  Schema:	  Transposition	  and	  Transgenderism	  in	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  	   	  	  	  Phenomenology	  of	  Perception."	  In	  The	  Question	  of	  Gender:	  Joan	  W.	  Scott's	  Critical	  
	  	   	  	  	  Feminism,	  234.	  Bloomington,	  IN:	  Indiana	  University	  Press,	  2011.	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  language,	  comprehend	  language,	  and	  how	  we	  create	  new	  language.	  	  	  The	  process	  of	  weaving	  I	  used	  is	  similar	  to	  the	  practice	  of	  Saori	  weaving,	  which	  was	  founded	  in	  Japan	  by	  Misao	  Jo.	  	  This	  style	  of	  weaving	  is	  free	  from	  traditional	  rules	  and	  concepts	  and	  finds	  beauty	  in	  the	  irregular	  pattern	  or	  threads.	  	  These	  irregularities	  become	  expressions	  of	  each	  woven	  thread	  having	  its	  own	  individual	  dignity	  within	  the	  entire	  textile.	  	  The	  imagery	  of	  the	  piece	  comes	  from	  an	  experience	  of	  walking	  alongside	  a	  rock	  face	  that	  exposed	  its	  sediment	  layers	  after	  they	  became	  illuminated	  by	  rain.	  	  From	  far	  away,	  the	  rock	  was	  one	  large	  mass,	  but	  as	  I	  began	  to	  investigate	  it	  further,	  it	  was	  apparent	  that	  there	  were	  several	  strata	  layers	  that	  revealed	  a	  deeper	  understanding	  of	  place	  and	  time.	  	  Each	  layer	  then	  had	  its	  own	  story	  –	  its	  own	  dignity	  and	  also	  fragility.	  	  There	  was	  something	  poetic	  about	  the	  experience	  that	  I	  could	  not	  fully	  express	  through	  written	  word.	  	  Instead,	  I	  chose	  to	  share	  the	  story	  through	  weaving	  so	  the	  narrative	  could	  be	  understood	  with	  movement	  and	  fluctuation	  of	  language	  through	  texture	  and	  symbol.	  Utilizing	  weaving	  as	  storytelling	  allows	  me	  to	  share	  experiences	  beyond	  the	  time	  and	  place	  in	  which	  they	  occurred;	  it	  enables	  all	  of	  the	  particulars	  to	  be	  succinctly	  articulated;	  and	  most	  importantly,	  it	  brings	  attention	  to	  the	  felt,	  lived,	  subjective	  experience	  letting	  it	  hold	  equal	  value	  and	  merit	  to	  that	  of	  the	  objective	  experience.	  	  	  This	  was	  a	  time	  and	  place	  where	  engaging	  with	  the	  animate	  qualities	  of	  my	  surroundings	  gave	  me	  a	  sense	  of	  belonging	  –	  the	  same	  experience	  I	  wish	  to	  share	  with	  others	  who	  interact	  with	  the	  work.	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  Image	  I	  
	  
Fata	  Morgana	  II,	  2015	  Nails,	  yarn,	  &	  thread	  84”	  diameter	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  Image	  Ia	  
	  
Fata	  Morgana	  II	  (detail),	  2015	  Nails,	  yarn,	  &	  thread	  84”	  diameter	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  Image	  II	  
	  
Fata	  Morgana,	  2015	  Copper	  pigment,	  copper	  eyehooks,	  &	  copper	  wire	  9”	  x	  216”	  	  Image	  IIa	  
	  
Fata	  Morgana	  (detail),	  2015	  Copper	  pigment,	  copper	  eyehooks,	  &	  copper	  wire	  9”	  x	  216”	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  Image	  III	  
	  
Porosity,	  2015	  Yarn,	  nails,	  &	  wood	  78”	  x	  96”	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  Image	  IIIa	  
	  
Porosity	  (angled	  view),	  2015	  Yarn,	  nails,	  &	  wood	  78”	  x	  96”	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  Image	  IIIb	  
	  
Porosity	  (detail),	  2015	  Yarn,	  nails,	  &	  wood	  78”	  x	  96”	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